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L’viv’s National Music Academy Presents a Collection
of Articles on Instrumental Chamber Music and
Ensemble1
It is quite impressive for a series of publications to produce 34 issues within
the first 15 years after its founding. The Collection of Scientific Articles
of the M.V. Lysenko National Music Academy of L’viv does exactly that:
Established in 2000, its 34th volume appeared in 2015 and is devoted to
Chamber Instrumental Ensemble: History, Theory, Practice.2 The book
was initiated by the Department of Chamber Ensemble and Quartet at
L’viv’s National Music Academy. For readers who are, like the reviewer,
not able to read the Ukrainian language, the book comes up with a very
useful feature. It is written in both Ukrainian and English from the preface
through to the author’s biographies at the end. After every text written in
Ukrainian, an English version follows. Some of the articles seem to be trans-
lated completely while others are more or less shortened and summarized.
The English is not perfect, but the approach proves helpful nevertheless.
It provides non-Ukrainian readers with access to current discussions and
material that is hard to find elsewhere, and it strengthens contacts between
Ukrainian musicology and the international musicological community.
The collection altogether features 38 scientific papers and seven reviews
of books on chamber music. The papers are arranged in four larger sections,
each focusing on a different aspect: the theory and culture; the genre
and style; the performance and pedagogy; and some selected artists and
ensembles from the field of chamber music. A brief overview of the topics
discussed is given below. This may be useful for readers who wish to delve
into one aspect or another in a more detailed way.
1I wish to thank Sean Reilly for proofreading this review.
2Full bibliographical details: Âèêîíàâñüêå ìèñòåöòâî. Êàìåðíî-iíñòðóìåíòàëüíèé
àíñàìáëü: iñòîðiÿ, òåîðiÿ, ïðàêòèêà /Performing Arts. Chamber Instrumental En-
semble: History, Theory, Practice (Íàóêîâi çáiðêè Ëüâiâñüêî¨ íàöiîíàëüíî¨ ìó-
çè÷íî¨ àêàäåìi¨ iì. Ì.Â. Ëèñåíêà /Collection of Scientic Articles of the M.V.
Lysenko National Music Academy [of L'viv]) 34, Ëüâiâ / L'viv 2015, 564 p., ISSN
23100583.
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The first section, “Theoretical and Cultural Aspects”, is opened by Ste-
faniya Pavlyshyn’s short essay on the evolution of the chamber ensem-
ble. Pavlyshyn sees a deterioration in ensemble structures and composition
styles during the previous and present centuries; music that incorporates
noise seems especially threatening to her. Lubov Kyyanovska’s article on
the chamber music of Victor Kaminsky (b. 1953) highlights the composer’s
connection to L’viv. Ukrainian musicology itself is the subject of Irina
Polska’s study. She shows that only in recent times has the idea of a
Ukrainian ‘ensemble musicology’ developed. Polska extensively cites and
praises two books on cello chamber music by Olga Zavyalova. Nataliya
Savytska describes in her paper chamber compositions by Guiseppe Verdi,
Anton Bruckner, and Gustav Mahler as examples of marginalia in those
composers’ oeuvres, while maintaining that marginality is a characteris-
tic phenomenon not only of late romantic compositions but also of some
composers themselves. Irina Chernova explores the concept of intentional-
ity in chamber music performance, exemplified by a piano sextet by Vasyl
Barvinsky (1888–1963). While Vasyl Pylypiuk’s paper deals with the aes-
thetics of photography, Lyudmila Povsun returns to chamber music in a
narrower sense by focusing on the timbre combinations in ensemble struc-
tures, showing that throughout the course of history, timbre has become
more and more important as instruments have proven less exchangeable.
Andriy Karpyak suggests that the Boehm flute was able to establish itself
against its competitors due to the qualities it displayed in ensemble music,
the model for its sound being the piano. Song Rui Long examines Russian
chamber concert life in the northern Chinese city of Harbin, which as a re-
sult of Russian occupation in the first third of the 20th century has shown
numerous connections to present-day Ukraine. The connections between
Ukraine and Switzerland are the focus of Andriy Dragan’s paper. Mutual
invitations between artists and ensembles for collaborative world premieres
are only some of the examples Dragan offers.
The second section is titled “Genre and Style Specifics of Chamber and
Instrumental Ensemble”. It begins with Marta Karapinka’s analytical re-
marks on viola sonatas by Niccolò Paganini, Felix Mendelssohn Bartholdy,
and Mikhail Glinka. Iryna Petrenko’s paper on the Piano Quartet op. 6 by
Louis Ferdinand of Prussia (1772–1806) highlights the romantic traits of
his style. Neo-romantic tendencies in the works of a Ukrainian composer
are the subject of Olha Hurkova’s study. She analyzes Ivan Karabyts’s
(1945–2002) Lyrical Scenes for Violin and Piano, a piece which in large
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part implements the twelve-tone-technique, yet has strong romantic as-
sociations in its structure. The chamber instrumental works of another
Ukrainian composer, Yuri Ishchenko (b. 1938), are investigated by Oksana
Diminyatsa. Ishchenko’s compositions call to mind the music of former
ages, but they also bear traits of the grotesque. Antonia Chubak’s paper
on Józef Koffler’s (1896–1943) chamber music attempts to fill a gap in
the scientific works on this Polish-Ukrainian composer. Chubak follows an
evolutionary approach, focusing on the Trio op. 10 and the String Quartet
op. 27 as examples of Koffler’s mature and late styles respectively. Olena
Kolisnyk’s study is devoted to the chamber music of Yevhen Stankovych
(b. 1942) and especially to the works composed in 1992 and 1993 on the
topic of the Chernobyl disaster. Darya Kharitonova examines in her paper
musical symbols that can be found in Myroslav Skoryk’s (b. 1938) Second
Sonata for Violin and Piano. The final paper of the analytical section is
Olha Shcherbakova’s interpretation of Yuri Ishchenko’s Morning Music for
Two Pianos (2002).
The third section is entitled “Performance and Pedagogy” and opens
with a paper by Nazariy Pylatyuk on violin transcriptions, i. e., violin
arrangements of works originally written for other instruments, and on
the issues of crossing genre-borders in works for the concert or pedagogic
repertoire. Anastasiia Kravchenko discusses neo-Biedermeier salon concert
culture in Ukraine in the 1920s and its influence on the chamber works of
Viktor Kosenko (1896–1938). An overview of Myroslav Skoryk’s composi-
tions for piano duo is given by Zoryana Yuzyuk. It includes commentary
on his works for two pianos as well as those for piano four-hands. An-
driy Pryshlyak systematically explores trios composed for clarinet, piano,
and various bowed instruments. He names numerous works by European
composers, going into more detail with trios by Wolfgang Amadeus Mozart,
Ludwig van Beethoven, Johannes Brahms, and Béla Bartók. Yuliya Tokach
provides a descriptive analysis of Antonín Dvořák’s Sonata for Violin and
Piano op. 57 and compares two musical interpretations of the piece; the
first by Josef Suk, the son-in-law of Dvořák, and Alfred Holeček (1930),
the second by a Chinese-American duo (1998). Anatoliy Komar’s paper
deals with ensembles that include both trumpet and keyboard instruments
in a wide historical panorama from the Renaissance to the 21st century.
Instrument-specific studies are continued by Nadiya Yakovchuk. She gives
an overview of solo and chamber compositions for the viola by Ukrainian
composers, paying special attention to the Sonata-poem for Viola and Pi-
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ano by Alexander Yakovchuk (b. 1952). Volodymyr Starko’s “instrument-
in-focus” is the bassoon and its predecessor, the dulcian. In his paper he
investigates these instruments’ role in the European chamber repertoire of
the 17th, 18th, and early 19th centuries. Finally, Halyna Zhuk-Volf, shows
how the present-day study and performance of the viola da gamba has
found its way from Western to Eastern Europe and established itself in
higher musical education, festivals, and instrument-making.
The fourth section’s title is “Artist personnel in the historical scope”.
Its first articles are focused on L’viv: in a short essay, Arthur Mykytka
praises the work of the chamber orchestra “Academy”, which was founded
in L’viv in 1959 and nowadays is conducted by Myroslav Skoryk and Ihor
Pylatyuk; Nina Dyka provides a portrait of the Lysenko Quartet, founded
in L’viv in 1951;3 and Tereza Mazepa traces musical societies in L’viv from
the 18th to the 20th centuries, especially the Galician Musical Society and
its performances of chamber music. Roksoliana Mysko-Pasichnyk focuses
on the Prague years of Vasyl Barvinsky with his chamber compositions
from 1910 to 1915, as well as the people and ideas that influenced the com-
poser’s stylistic development. Natalia Samotos-Beirle discusses the early
years of another composer, Mykola Kolessa (1903–2006), and his chamber
performance experiences during his school and study period. Lily Nazar-
Shevchuk comes back to Vasyl Barvinsky, examining the influence of his
chamber works on Ukrainian 20th-century composers. The “Union of the
Ukrainian Professional Musicians in L’viv” and especially the relevance of
its “Performance Section” for L’viv’s concert life in the 1930s is the sub-
ject of Volodymyr Syvokhip’s study. The union was temporarily headed
by Barvinsky and can be seen as a predecessor of today’s National Society
of Composers of Ukraine. Anastasiya Rogashko portrays the pianist Lydia
Artymiv (b. 1954), who was born to Ukrainian parents in Philadelphia; she
describes Artymiv’s career and style. Ulyana Molchko studies the influence
of the violinist Irenaeus [Irinae] Turkanyk (b. 1956) as a performer and ed-
ucator. Solomiya Kanchalaba-Shvaykovska takes a look at the success of
cellists from L’viv as soloists and chamber musicians in international com-
3Dyka claims that Dmitri Shostakovich’s 15th String Quartet op. 144 was first per-
formed by and dedicated to the Lysenko Quartet on October 22, 1975 (p. 388). This
statement seems to be based on a misunderstanding: According to the common litera-
ture on Shostakovich, this quartet was premiered on November 15, 1974 in Leningrad
by the Tanejev Quartet. It is not dedicated to anyone – and in October 1975 the
composer was already dead.
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petitions from the 1960s until the present. The final scientific article of
this collection is a study by Zenoviya Zhmurkevych. It is devoted to Jan
[Johann] Rukgaber (1799–1876). Zhmurkevych examines how the Austrian
composer who lived in L’viv reflected musical Biedermeier in his works for
chamber ensemble featuring the piano.
A book of such great diversity is hard to summarise. One prominent fea-
ture of this anthology is that it demonstrates a close contact between theory
and practice. Quite a few of the contributing authors are artists themselves.
In his preface, Ihor Pylatyuk, the rector of L’viv’s Music Academy and
editor-in-chief of the publication, even addresses researchers as musicians
(p. 13). Another speciality of this volume is, of course, the strong focus on
Ukrainian works, musical personalities, and institutions. At first it may be
hard to comprehend why the quality and importance of Ukrainian national
culture, artists and researchers included, must be emphasized so frequently
and so strongly by the authors. But in regard to the current political situa-
tion, those references are understandable. Looking beyond those phrases of
self-assurance, the texts still offer a wide range of analytical and historical
approaches on chamber music from a Ukrainian point of view.
